The main heading of this article is a paraphrase of the title of Simon Frith's seminal essay »Why Do Songs Have Words? « (1987), which, in my opinion, remains a neat critical summary of the various traditions of studying song lyrics. Since then, the study of music and lyrics has developed further in various directions, but only rarely has the choice of language been dealt with more systematically (notable exceptions being Berger/Carroll 2003).
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The main heading of this article is a paraphrase of the title of Simon Frith's seminal essay »Why Do Songs Have Words? « (1987) , which, in my opinion, remains a neat critical summary of the various traditions of studying song lyrics. Since then, the study of music and lyrics has developed further in various directions, but only rarely has the choice of language been dealt with more systematically (notable exceptions being Berger/Carroll 2003) .
Yet, it is obvious that choosing which language to use in song lyrics is of great importance for the artists, the media and the listeners. Even the use of single phrases, code-switching, nuances in pronunciation, or dialect can signify important ethnic, social, or aesthetic positions. The choice of language also has consequences for the structure and sound of the music, its industrial dissemination and economic potential, and how it is received and understood.
The aim of this article is to ask what motivates artists themselves in the choices they make in respect of language and how these choices relate to their sociolinguistic and cultural contexts, musical framework and construction of identity. I have focused on popular musicians who belong to the Swedish-speaking population of Finland -a minority that I have studied for several years. Many members of this so-called »Finland-Swedish« minority are often capable of using different forms of Swedish, at least basic English and frequently also Finnish, which means that they make a conscious choice when they decide which language to use. As language is a key element in this minority's identity, the language of a performance is frequently discussed in the Swedish-language mass media in Finland and artists have thus often articulated opinions about their own choices. The minority position of Finland Swedish also offers an opportunity to bring to the fore many of the key questions brought up by sociolinguistics, music research and identity studies in this area.
M u s i c a n d L a n g u a g e
To ask why songs have words in different languages inevitably includes complex issues surrounding the relationship between language and music, which can range from »music as/in/about language« to »language as/in/ about music« (to use the terminology of Feld/Fox 1984: 26-29) . Simplistic premises regarding the meaning of words can obstruct an analysis and hinder it from arriving at a deeper understanding of the various uses of language in connection to music. When discussing the language choices within the Swedish-speaking minority of Finland I have chosen to focus on three dimensions of language and how these dimensions relate to song lyricism, as follows: language as a tool of communication, language as an aesthetic element of musical expression, and language as a constituent of social construction.
For many artists throughout the world language choice is most likely fundamentally about communication; in other words it concerns expressing yourself in a language that you know and that is understood by the audience. The question of comprehensibility and the verbal exchange of ideas consequently frame both the artists' language and their career choices. As a result of the historically recent, but nevertheless firmly established, European nation-state ideology, the issue of language is also often understood to be a choice between developing a domestic career, using the national language of the artist's home country, or an international career, using English.
However, the tensions between the many variations of national languages, dialects, minority languages, regional languages and so on, imply that the comprehensibility of a language, particularly when used in sung lyrics, is often much more complex than a matter of simple semantics.
Furthermore, it is questionable to what extent any analysis that merely sticks to the level of comprehensibility can grasp the manifold levels of lyrical expression. As Frith (1987) has already revealed in his discussion of song lyrics, content analysis and theories of lyrical realism have a tendency to trivialize the musical context of the words and assert simplistic, direct relationships between a lyric and the social or emotional condition it describes and evokes. Song words undoubtedly communicate meanings and in that sense understanding the lyrics is an important aspect of the music, but a Trudgill (1983: 159) has stated: »pop-music is a field where language is especially socially symbolic, and typically low in communicative function, high on the phatic and self-expressive«. In aesthetic terms, a personal expression is created by combining language and music in myriad ways. This might include not only adding words to a melody but also musical speech surrogates, Sprechgesang, recitation, lamentation and a number of verbal and non-verbal devices used by the performer, such as sighs, pleas and nonsensical playing with words and syllables. Thus, the meaning of a song is not necessarily only communicated through the words used; instead, it can be argued that the language provides raw material for a whole vocal performance. A study of only the text without the »phonotext«, in other words of the interaction between words and music in the enunciation of the song, is therefore clearly inadequate (Lindberg 1995) .
The choice of language and the creation of a phonotext reflect aesthetic norms, which in turn are socially, historically and culturally grounded.
Often genres create an interpretative framework for our understanding of linguistic-aesthetic values. It is in relation to genre conventions that artists position their stances and listeners form their attitudes towards the music.
However, as Edward Larkey (2003: 148) has pointed out, it is also worth remembering that genre may perform an ironic function, by creating interpretative expectations that are overturned as a result of unanticipated humorous connections between discrepant stylistic features.
Finally, language not only communicates semantic and aesthetic meanings; on a more general level it is a fundamental constituent of our social lives. Following social constructionist approaches it is pertinent to argue that language not only describes, but actually discursively constructs our ideas of reality (e.g. Burr 1995 ). For example, our self-conception and feelings of belonging and identity are lived through linguistic behaviour and often institutionalized through linguistic practices. For multilingual speakers language choice is not only an effective means of communication but also an act of identity; we maintain and change ethnic group boundaries and personal relationships, and construct and define »self« and »other« within a broader political economy and historical context (Wei 2000: 14f.) . These processes can also lead to far-reaching language ideologies, which express people's beliefs and interests concerning the structure and use of language within social life.
The choice of language in music is always related to this socially framed 
T h e S w e d i s h -S p e a k i n g M i n o r i t y o f F i n l a n d
The sociocultural dimensions of language are crucial for a primarily linguistically defined ethnic grouping such as the Swedish-speaking minority of As a primarily linguistically defined ethnicity, Finland-Swedish self-identification is constructed as a difference in relation to three major »others«:
Finnish majority culture, the culture of Sweden and what might be summarized in the concept »international culture«, which, in the case of popular music is concretized in the use of the English language (Brusila 2008; Brusila 2009; Brusila forthcoming) . When Finland-Swedish popular music and particularly its linguistic dimensions are explicitly debated in public, FinlandSwedishness is typically constructed in relation to these anti-poles. I have visualized this identity formation in a schematic diagram (see figure 1) . The core of this Finland-Swedish self-identification positions itself in relation to the three fixed points of the outer circle; that is, its self-identification is based on a feeling of difference, or distance, from the Finnish, Swedish and international cultures. In this core, popular music is institutionalized in small-scale activities, within the home or Swedish associations and often supported by the third sector. Between the core and the outer circle is a complex, diversified border zone, where many Swedish-speaking musicians have operated in practice, switching between languages, musical genres and structures. It is important to understand that this is a general description of how an ethnicity, called Finland-Swedishness, is constructed, not a description of an essence of Finland-Swedishness, or of how all Swedish-speaking individuals understand their identity. As a discursive construct (following theories of e.g. Barth 1969; Hall 1992 and 1996) , this Finland-Swedish formation is processual and subject to continuous negotiations. In fact, for many Swedish-speaking musicians the outer or middle circle can form a central stage for their professional activities, working in, for example, a multilingual environment, or singing only in Finnish for a Finnish majority audience. It is the complexity of these career choices and their linguistic dimensions, which I will turn to now.
T h e C o r e : S i n g i n g i n S w e d i s h i n F i n l a n d
In Finland, as in many other European countries, the acculturation of AngloAmerican rock proceeded gradually from national schlager (in Finnish iskelmä) and copies of foreign influences in the 1950s and 1960s to the establishment of a national rock tradition sung in a local language from the be- can also be included in this core. As a consequence of the small-scale nature of the commercial operations, the main emphasis of Swedish-language public music-making has, during the last ten to fifteen years, shifted to the so-called third sector;
that is, to non-governmental foundations and associations whose explicit purpose is to promote Finland-Swedish culture. Ever since the 1980s many of these foundations have also supported popular music although, especially on the rock scene, receiving grants was for a long time seen as an embarrassing and questionable move from the perspective of an artist's credibility (Brusila 2008: 21f.) . Despite the financial support for record productions, singing in Swedish in Finland has remained a fringe activity of the popular music market. As a consequence, rock and pop bands -such as
Vasas flora och fauna -often explain that a major obstacle to starting to use Swedish has been »a huge lack of [Finland-Swedish] role models and idols« (Willows 2012 ).
The musicians who deliberately choose to write and perform their lyrics in Swedish usually produce their own records and release their material on the Internet. In this context the choice of language can be driven by a sense of identity, or dictated by linguistic skills. In its simplest form this can be stated in a rather laconic way as an obvious fact, as when the rock band
Häxjesus succinctly explains its use of Swedish: »We did not start by thinking about the language choice; it was self-evident. Swedish is our mother tongue« (Granö 2014 (Loman 1983: 71) . Thus, some of the artists who sing in Swedish choose to avoid standard Finland-Swedish, and instead use one of the local dialects, as this is their personal, or even only, language. This choice is often explained as being a result of the fact that the phrasing feels more natural and comfortable to sing. Apparently, the dialect structures the texts and also the sung phonotext by connecting the intonation of the language with the melody of the song. The dialect can also create an individual niche for the artist if the music otherwise resembles that of many other bands from all over the world. For example Lasse Eriksson explains that his, and his fellow artist Anders Teir's, original motivation for singing cover versions of rock evergreens with new lyrics in the Närpes dialect was a feeling that »There are so many bands that sing in English who are better than we, but what we know is the dialect« (Törnroos 2011) .
In some instances the use of dialect becomes a statement, as in the case of the rock band Paradisbacka, who proclaim that: »To explain that you have to use standard Swedish is like saying that you are not worth anything if you don't follow our rules« (Hagström 2005) . Sometimes artists have also been mocked for using standard Finland-Swedish, because it doesn't have sufficient credibility when singing, for example, rock songs. In such cases the language choice constructs meaning through association; it becomes an aural trigger that connects the musical expression with personality, local community, lifestyle and values.
The use of dialect in stage performances has a long tradition in the Swedish-speaking countryside of Finland, where youth associations have for several decades arranged annual comic revues performed in the local dialect. In these revues performances of sketches alternate with internationally derived evergreens with new lyrics commenting on daily life from the perspective of the local community. Partly because of this, and partly because of a general tendency to make fun of rural dialects in the modern media, dialects are usually associated with humour. As a result, most artists who use dialect sing humorous songs and even those who do not have any explicitly comic intention are often interpreted as being funny. It is worth remembering that the borderlines between dialect and sociolect are seldom very distinct, and usually the more pronounced the dialect is, the lower it is on the social scale and vice versa (Einarsson 2004: 146) . A local dialect can signify a socially lower ›otherness‹ which is made fun of. This is something musicians need to take into consideration.
The humorous aspect can also incorporate polysemic qualities that open the songs up to different interpretations, ambiguities and encodings related to social status and belonging. Particularly for those musicians who don't want to preserve some kind of an »authentic dialect«, the creative use of dialect can be an important self-expressive tool in their artistry; it is something that offers them agency. For example the band 1G3B uses the members' strong home dialect, which is spoken by around 10,000 people living in the Närpes region, in an inventive way (Brusila 2010) . A humorous effect is born out of the incongruous combination of the rural dialect, the bizarre imagery of the band's videos, and heavy metal music with distorted guitars and a drop-down tuned bass playing power chords in Aeolian, Phrygian or Locrian modes over intense drum patterns on double bass drums. The band's concept is created on the Internet, where all the material is easily accessible for free, thus recreating a local but simultaneously deterritorialized identity of Närpes on the web.
M i d d l e C i r c l e : A l t e r n a t i n g b e t w e e n S w e d i s h , F i n n i s h a n d E n g l i s h
As was already mentioned, my schematic outline of Finland-Swedishness can
give a false impression of this discursive formation as being something which is solid and compact. In fact, it is in the nature of cultural formations such as these that they are processual and relative. Thus, the core of the whole formation of Finland-Swedishness is in no way the core of all the heterogeneous and kaleidoscopic forms of Swedishness that exist in Finland.
In order to reflect the multiplicity of how different individuals can relate to the construction of Finland-Swedishness, I have chosen to add a zone to my schema between the core and the outer circle. By doing so I want to emphasize how many people -both musicians and music industry personnelwho come from the Swedish-speaking minority have always negotiated themselves a position in the national music institutions using Finnish and Swedish, and occasionally English. From this perspective it is possible to say that the history of popular music from Finland is in fact also the history of many Swedish-speaking popular musicians and entrepreneurs, who have often been the first intermediaries of international styles and influential in the creation of an acculturated national music. However, it is also obvious that even tiny distinctions in the pronunciation of Swedish can be key signifiers of identity (which is rather ironic as most
Finland-Swedish and non-Anglophone artists in general can pronounce English in basically any way without anybody taking notice of it in Finland).
The influence of the Swedish music media is often heard in the artists' singing, although they may only produce standard Finland-Swedish or a dialect when they speak. The deviations between spoken and sung accents seem to be of a particular and relatively constrained type. Thus, the artists in many ways appear to follow the same general principles that Trudgill (1983: 158f.) has noted in his study of the sociolinguistics of British pop singers' English pronunciation; the selection of linguistic forms from different codes may be due to mixed motives and a combination of different linguistic features may be very functional in retaining a balanced public and self-image. In other words, very small nuances can establish a difference between a person's musical identity and his or her other identities in a way which fulfils personal practical functions. Sometimes the singer feels that a certain pronunciation forms a natural part of his or her identity as a singer although his or her everyday identity in other fields of life would be enacted through another pronunciation.
Many of the artists who use different languages call themselves at least to some extent linguistically bilingual. However, as a rule, they use only one language in their music and even if they switch between languages during their careers, they will use one language at a time, for example on one record or tour. Thus, the various forms of bilingualism which can be found in everyday verbal interactions, such as language borrowing, interference or transference (see e.g. Romaine 1989: 50f.) , are at least to some extent absent in the song lyrics.
The only genre where language alternation and code switching is com- Choosing a language other than one's mother-tongue can also offer the singer a chance to take on a new role. For example, the singer-songwriter and jazz vocalist Nilla Hansson describes how she finds it appropriate to sing jazz in English as »it can be good to have some distance from the language« and performing in Finnish appeals because »it makes me another singer« that the boundaries will disappear. In fact, the construction of borders seems to form the very foundations on which embracing social systems are built (Barth 1969: 10) . The linguistic choice is, in other words, an identificatory entity the contents of which are important for those who feel that they belong to a certain group, but these contents can be used in different ways depending on the situation; sometimes the signals are important and at other times unimportant.
T h e O u t e r C i r c l e : D e v e l o p i n g a C a r e e r i n S w e d i s h , F i n n i s h , o r E n g l i s h
The outer circle of my schematic presentation of the Finland-Swedish formation consists of the three major »others« of Finland-Swedishness: Finnish, Swedish and international cultures. The juxtaposition of FinlandSwedishness in relation to these three counterparts is crucial to the whole construction. However, it should be emphasized that just as the entire Finland-Swedish self-identification is in reality continuously changing, so is the position of these »others« and so are their particular implications for different Swedish-speaking Finns. For artists the natural starting point or goal may be to work primarily in Swedish in Sweden, in Finnish in Finland, or in English on an international market. In other words, they are functioning in the fields that in fact are major »others« when Finland-Swedish ethnicity is constructed. In this field their linguistic-ethnic background is often hidden, or it is neutralized as it has no relevance. In some cases the artists adapt their linguistic-ethnic background to suit the cultural expectations that the new audiences have of Finland-Swedishness. In such cases
Finland-Swedishness becomes an »other« for these cultures.
As I mentioned earlier, these personal strategies in a way go against the dogmas of Finland-Swedish language politics, which are based on the idea that monolingual minority solutions are a key aspect in the preservation of the minority language. For the artists, these are nevertheless strategic choices that reflect their personal situations and ambitions.
For many Finland-Swedes, including musicians, working in or moving to Sweden is not a big step. For artists who have grown up on the west coast following Swedish music media, the linguistic step is particularly short. As one of these musicians, the dance band vocalist Hans Martin explains, to speak a standard form of Swedish as spoken in Sweden can feel like the most natural choice for public use, instead of using the very local dialect as used at home: »I suppose my first ›real‹ language [not dialect] was the Swedish language spoken in Sweden and it is very hard for me to speak anything else on stage« (Martin, interview 25.11.2007 ). However, for other artists the differences between the standard For those Finland-Swedes whose Finnish is weak, it can be an almost insurmountable task to create a career singing in Finnish although the record companies have tried to persuade the artists to do so. For example, the punk band Heartbreak Stereo was asked to start writing lyrics in Finnish when negotiating a record contract, but the band found the whole idea rather absurd both for stylistic and practical reasons: »For us it was like a joke to translate the lyrics to Finnish; we don't even know Finnish well enough« (Heartbreak Stereo, interview 12.1.2009 ).
Then again, for bilinguals whose Finnish is equally strong or maybe even stronger than Swedish, it may be a natural choice to use Finnish. The knowledge of a language is also related to its expressive value for the singer, as the pop singer Jannika B's explanation of her language choice suggests: »I came to the conclusion that the language I use when I quarrel is my emo- The Finland-Swedish audience can sometimes react with indignation when an artist uses Finnish, or the standard languages or dialects spoken in Sweden, as these choices can signify an abandonment of the Finland-Swedish identity. For the artist, language choice is a question of an appropriate adjustment to the personal, creative and social circumstances. Often this involves the basic tension of linguistic accommodation, in other words to »maximize fit and maintain distinctiveness« (Meyerhoff 2001: 67f.) , so that the artist both converges with members of an in-group and diverges from linguistic out-groups in appropriate measures. What makes this so hard to accomplish is that the expectations of the commercial target group and the feeling of ethnic belonging do not necessarily run along the same lines. To use the concepts of communication accommodation theories, this can be explained as a complex attempt to adopt words, grammar, pronunciation, voice control, tempo and even body language in order to acquire a coveted social status without losing credibility (e.g. Einarsson 2004: 43f.) . This type of accommodation is often welcomed by some, but it can also lead to negative responses if the accommodation is felt to be ingratiating, associated with suspect motives, or exaggerated, or when it is simply perceived of as a betrayal of a person's original group belonging (Bell 2006: 649) .
A successful career in the major Finnish market, especially, can create a distance from the minority environment to the extent that the linguistic accommodation is understood to be an act of disloyalty. If artists who have created an image as performers of Finnish music with Finnish lyrics stick to their standard repertoire and language when performing in their Swedish home regions, the audience may greet their show with mistrust. Thus, for example Charles Plogman (interview 12.12.2008) , who has made a successful career as a singer of Finnish schlager, has received much criticism for his style in his home region: »If you sing in Finnish in Ostrobothnia, they shake their fists at you.« This is a problem particularly when an artist has become famous for a personal repertoire and does not want to switch to, for example, cover versions.
In this respect English appears to be more neutral and its adoption a means of reconciling ethnic tensions. In popular music English is also a valued language. In sociolinguistic theory the appraisal of a language can be described as being based on the extent of the language's significance as an instrumental tool in career development, for example, as well as its communicative potential in different fields of social activity, its perceived identity value, and the prestige accorded by speakers and outsiders (Hene 1997: 137 and passim) . In most instances English rates well in all of these values. English is the self-evident choice for most bands who try to achieve international success due to its importance both as a language of daily communication and as the main language of lyricism in this field. This is con- creative activities and personal development, so they can also make various language choices. These choices are not necessarily easy to make and have manifold consequences, but they can also give the artist opportunities to negotiate personal and social tensions.
In the Finland-Swedish context, language choice is a crucial question for an artist who wants to develop a professional career, but it also has significant consequences for amateurs as it determines the framework for communication, social networking and even stylistic features. It is not only the decision to use a particular language, which is important, but also the choice to combine and alternate languages, and of course the decision to avoid another language.
Language choice reflects the prevailing linguistic, ethnic and social structures and always exists in relation to language ideologies. The relationships between all these cultural issues are complex. Language choice is not only a matter of what language is used in a song and whether the lyrics are understood by the audience. It is also implicated in all situations of social interaction, including institutional contexts. However, it is never a straightforward choice of adopting an existing linguistic structure and ideology. As Berger (2003: xiv) has pointed out, »rather than merely reproducing existing ideologies, singers, culture workers, and listeners may use music to actively think about, debate or resist the ideologies at play in the social world around them«. A musician's creative work incorporates an opportunity to negotiate differing opinions and positions in such a way that the complexity of linguistic questions becomes a vital part of his or her artistry. This can be done by a playful or experimental approach to basic syntactic or morphological structures, by breaking phonetic or phonotextual conventions, or by combining the music with the speech melodies of various dialects and so on.
The combination of music and language offers polysemic possibilities, which artists can use to express humorous, ironic, and ambiguous ideas. In a sense, language constructs meanings through wide-ranging associations that reach far beyond the level of semantics.
A creative use of language of course requires sensibility and an understanding of the context. Image and genre conventions are important when an artist's ethnic and social affiliations are evaluated, and the subtle balance between being accessible or distanced, or between convergent and divergent accommodation, can be hard to work out in practice. Also within one small linguistic community such as the Swedish-speaking minority of
Finland the linguistic norms and values vary widely depending on the field of activities. State and commercial institutions, high, folk and popular cultural forms, different genres and so on, all have different norms. At the level of the individual, we are talking about processes where an artist negotiates his or her multiple identities. These identities are partly linguistic identities, as most people and social environments are at least to some extent bilingual, but they are also professional and social identities, which interact in complex ways. At the level of society, language choice is connected to language ideologies, but these are not necessarily a one-dimensional force binding together the speakers of a language. We can speak about multiple ideologies that describe the same phenomenon from different angles and offer different solutions to daily problems. As such, the multiple ideologies offer differing interpretive and experiential positions with regard to language choice and use. And it is within this field of multiple identities and multiple language ideologies that the musicians, thanks to the creative potential offered by art, can both stabilize and critically study the varying cultural positions present in the society. Allardt, Erik (1997 
B i b l i o g r a p h y
A b s t r a c t
This article takes as its starting point the idea that a musician's choice of which language to use in song lyrics is an important but often neglected field of study.
Even small linguistic nuances can signify ethnic, social, or aesthetic positions and have consequences for the structure of the music, its industrial dissemination and potential, and how it is received and understood. The aim is to study what factors motivate artists in the choices they make and how their choices relate to their sociolinguistic and cultural contexts, musical framework and construction of identity. Based on a study of musicians who belong to the Swedish-speaking minority of Finland, the so-called »Finland-Swedes«, the article claims that language choice is never a straightforward choice of adopting an existing linguistic structure and ideology. A musician's creative work incorporates an opportunity to negotiate differing opinions and positions in such a way that the complexity of linguistic questions becomes a vital part of his or her artistry.
